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Abstract--Graphic arts of Moir~ patterns are presented. Eleven plates show a great variety of appli- 
cations, some of which are mentioned specifically in the text. 
Before I turned to kinetic and Moir6 objects, experiencing space was the essential, fascinating, 
driving element for me; space, or rather interspace (arranged in layers or "boxed-in") whose 
relationship to the element of air I felt to be something indefinite, transitory, suspended. 
Movement has always been inherent in these spatial sculptures. Then, however, rhythmical 
movement was added. When I became attracted by the moving Moirrs, above all looking- 
through, transparency, became the driving element leading me on to new experiments. Thus I 
entered a new world, which took me by surprise and mysteriously touched me time and time 
again. 
In Milan and Kiel the Moir6 patterns were correctly called spatial graphic arts (graphiche 
spaziali), because they were demonstrated bythree-dimensional, partly mobile objects. Besides, 
part of these objects show clearly space deceptions which go beyond the (back or frontside of 
the) object. The reaction of these Moir6 patterns in the objects to the slightest movement of 
the spectator are so vivid that we tend to regard them as independently acting subjects. They 
directly animate the spectator to take part in the game: he will move, have a look from different 
sides, move the pendulums, so that action and reaction become interchangeable. You can feel--  
for once in a positive sense--that technique has become independent and removed from our 
control. Moir6 objects belong so to speak to two branches of the arts: on one hand they are 
objects and are therefore part of the art of sculptures; on the other hand they contain an additional 
element which rather elates them to the arts of painting, graphics or music. Their Moir6 patterns 
make them part of the graphic arts, their time element links them to music. This is above all 
true for the mobile objects. Due to the fact that they are part of two branches of the arts, these 
objects eem to be instable, uncertain; they are the children of a destabilized world. The transitory 
effect of the Moir6 patterns tresses this very characteristic. If you look at Moir6 objects with 
both eyes very closely, your senses will be puzzled, because ach eye conceives an essentially 
different picture. You had better use one eye only in such a case. 
This outward uncertainty of Moirrs is a direct contrast to the fact that they are also objects 
of transparency; transparency, however, stands symbolically for transcendence: you can look 
through the objects and beyond them (trans), and this is felt to be a symbol of the mind. Thus, 
on one hand, the effect of Moir6 objects on the spectator isvividly animating, even disconcerting, 
on the other hand it produces a feeling of happiness, comfort and calmness in him. 
To look at Moir6 patterns is quite a complicated process. Although t e patterns develop 
according to mathematical laws, they often remain completely inexplicable to the common 
spectator and therefore take him by surprise. For example, if you look through two convex wire 
screens, you will see an unexpected number of Moir6 circles [see Appendix (A8)]. Even more 
surprising is the Moir6 effect of rotating wire screens. 
If you move only one of the screens, you will perceive a unique and inexplicable phe- 
nomenon: namely fast rotating screens produce clear patterns, whereas lowly rotating ones 
produce patterns which are more blurred and suspended on the wire screen. These patterns are 
strikingly colourful, although I use only black screens as a rule, because their transparency 
against a light background is better. 
I must add that, if you look through a wire-screen object for a certain time, you will be 
able to perceive colours, too. These are particularly clear to the eye, if a filmed object is 
projected on a big screen. These are the so called Benham-Fechner colours. 
We tend to call the patterns we see on one rotating wire screen physiological. Yet we are 
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puzzled to perceive the same patterns in a picture taken by a camera; and this is in spite of the 
fact that a camera produces objective pictures only. 
The patterns of the pictures correspond to the structure of the wire screens: a screen with 
quadrangular perforation produces across (A55), one with rhombic perforation an X (A54) and 
one with round perforation six rays (A53), because the holes are arranged in a hexagon. 
I divide my Moir6 objects into positive and negative Moirrs: Negative patterns are created 
by sheet metals with punched round or rectangular perforation. They are black in order to form 
a sharper contrast against a light background or seen against he light. 
The positive Moirrs are produced by forms printed or stuck on acrylic glass. Here I can 
use colours. However, I have restricted myself to the most marked prime colours red and blue 
to limit the endless possibilities. Strange variations occur: even the stable objects and the Moir6 
prints show an alteration in colour depending on the neighbouring colours. The movement of 
the rotating objects, however, produces even more striking effects. They are so varied and 
numerous that they would merit a special study in themselves. 
I am going to give only the description of a particularly interesting object (A49-A52), the 
"Rotating Moire Pendulum 1981 with red and blue rectangles 58 x 50 cm". 
The transparent colours change immediately when the two oblong acrylic glasses rotate. 
If the rotation is fast, you will unexpectedly perceive all six spectral colours; in addition, of 
course, you will see red and blue and the mixed colour purple. On the pane with the blue 
rectangles you can see an additional green colour, on the pane with the red rectangles, orange 
ranging to yellow. Perhaps this effect can be explained by the fact that the eye has the ability 
to visualize automatically the complementary colour to any colour it perceives. 
It is known that we are able to perceive shapes more clearly if we look through a small 
hole (e.g. by forming a peephole with our hands). In the same way colours become strikingly 
more distinct and brighter. 
Above I have mentioned variations of forms with reference to single or various wire screens 
moving. A rectangular shape approaches a round shape if rotated (A48) as the edges become 
blurred. An oblong rectangle changes into an oval shape. Stripes become thinner and pointed 
towards the end (A51). Again the countermovement of two rotating screens is particularly 
interesting: round or rectangular shapes are--so to speak--cut by rays. 
On one hand, broad- or narrow-meshed screens produce lively and varied Moir6 patterns, 
on the other hand, however, quiet ones which change only slowly. Thus textile Moirrs produced 
by superimposing two textiles, create v ry lively patterns, similar to those produced by two 
very finely perforated nickel sieves (60 or 80 mesh) (A5). In contrast o this, the pattern of 
screens with two or more cm meshes are calm, still, changing only slowly. They stimulate the 
spectator to meditation. (A2) 
The Moir6 movement of rotating wire screens or acrylic panes with stripes or round, 
respectively, rectangular dots is extremely striking indeed. Seen more or less from the side they 
show, among other things, strange, wandering, appearing and disappearing whirls, which ow- 
ever are not visible in a photo. Are these perhaps purely physiological pictures? 
If two or three screens are rotated against each other, rays will appear from the centre. 
These vary according to the kind of screen used. 
I have used different echniques to make by two-dimensional Moirrs: printed with a roller 
over a stencil on paper; then Moir6 screen prints (A59) and finally material Moir6 prints made 
by printing the perforated steel sheets directly on to the paper by hand (A60). 
Moir6 patterns how the most vivid reaction to the movement of the spectator, if a Moir6 
object is placed in front of a convex mirror. Even the slightest movement of the spectator's 
head causes a vivid change in the pattern. Reflexions may appear reaching, so to speak, out of 
the mirror: e.g. "Moir6 Object with Slanted Screens," 1978-1979 (A24, 25, 26, 27). 
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I Stable Moir6-Objects (Al-A11) 
2. 
(A2) 
(A3) (A4) 
(A5) 
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I1 Great MoirE, University of Berne (A I2-A18)  
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(AI2) 
(AI3) 
(AI4) 
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(A15) (AI6) 
(AIT) (AIS) 
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IV Mo i r6 -Ob jec ts  in front of  an in f lected mirror  (A24-A27)  
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VII Moir6-Objects rotat ing and osci l lat ing (A42-A48)  
(A42) (A43) 
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VIII Moir6-Objects in red and blue, rotating and oscillating (A49-A52) 
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(A49) (AS0) 
(ASl) (A52) 
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IX Rotating di f ferent lattices (A53-A55 
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(A53) 
(A54) 
(A55) 
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X Stable Moir6s (A56-A58) 
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(A56) 
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XI Moire-Serigraphy, material printing (A59, A60) 
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